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FILM MUSIC IN THE WORKS OF CONTEMPORARY UKRAINIAN COMPOSERS 
 
The purpose of the article. The research is related to the study of film music of contemporary Ukrainian com-
posers. It is a specific genre layer in Ukrainian music culture of today. The author tries to define the problem field of cul-
tural studies of film music of Ukrainian composers and identify some aspects of its understanding (film music as a sound 
reality of culture, communicative function of music and sound image, etc.). Research methodology lies in the use of 
comparative methodological principles as well as system and musical-historical methods. The above methodological 
approach allows to study the applied (by its origin) composing sphere in perspective of representation of contemporary 
culture and reveal national and cultural identity of film music of Ukrainian composers. The scientific novelty of this 
study consists in the expansion of notions of the “secondary” field of Ukrainian composers’ works, which is a significant 
part of our culture and often reflects the major trends of its development. "Music for Films" is a constant of the works of 
Ukrainian authors, but this issue has not yet become the subject of a special scientific discussion. Conclusions. Film 
music of Ukrainian composers of the second half of the XX century and today represents a specific phenomenon, char-
acterized by heterogeneity of functional and stylistic manifestations. If, in some cases, music created for a film, is only a 
special case of manifestation of the creative talent of the composer (as Boris Liatoshynsky, Miroslav Skoryk, Valentin 
Silvestrov), in others – we are dealing with real experts in this area, whose works in their bulk are connected to the "pro-
duction" of music for films (Vladimir Guba, Oleg Kiva). 
Keywords: film music, composer, cinema, contemporary culture, music culture. 
 
Овсяннікова-Трель Олександра Андріївна, кандидат мистецтвознавства, доцент, доцент кафедри 
теоретичної і прикладної культурології Одеської національної музичної академії ім. А. В. Нежданової 
Кіномузика у творчості сучасних українських композиторів 
Мета статті. Дослідження пов'язане з вивченням кіномузики сучасних українських композиторів, яка 
складає специфічний жанровий пласт в український музичній культурі сучасності. Зроблено спробу окреслити 
проблемне поле культурологічного дослідження кіномузики українських композиторів, визначити декілька аспектів 
її розуміння (кіномузика як звукова реальність культури, комунікативна функція музично-звукового образу і т.п.). 
Методологія дослідження полягає в застосуванні методологічних принципів компаративістики, системного та 
музично-історичного методів. Зазначений методологічний підхід дозволяє досліджувати прикладну за своїм похо-
дженням сферу композиторської практики в ракурсі представництва сучасної культури, а також виявити націона-
льно-культурну самобутність кіномузики українських композиторів. Наукова новизна даної статті полягає у роз-
ширенні уявлень про «другорядну» галузь творчості українських композиторів, яка є значною частиною культури 
сучасності і часто відображає провідні тенденції її розвитку. «Музика для кіно» є постійною величиною творчості 
українських авторів, однак ця тема ще не стала предметом спеціального наукового обговорення. Висновки. Кі-
номузика українських композиторів другої половини XX століття і сучасності представляє специфічне явище, для 
якого характерна неоднорідність функціональних та стильових проявів. Якщо в одних випадках, музика, створена 
для фільму, є лише окремим випадком прояву творчого обдарування композитора (як у Бориса Лятошинського, 
Мирослава Скорика, Валентина Сильвестрова, наприклад), то в інших – ми маємо справу зі справжніми фахівця-
ми в цій сфері, у яких основний масив творів пов'язаний саме з «виробництвом» музики для кіно (Володимир Гу-
ба, Олег Кива). 
Ключові слова: кіномузика, композитор, кінематограф, сучасна культура, музична культура. 
 
Овсянникова-Трель Александра Андреевна, кандидат искусствоведения, доцент, доцент кафедры те-
оретической и прикладной культурологии Одесской национальной музыкальной академии им. А. В. Неждановой 
Киномузыка в творчестве современных украинских композиторов 
Цель статьи. Исследование связано с изучением киномузыки современных украинских композиторов, 
которая составляет специфический жанровый пласт в украинской музыкальной культуре современности. Сдела-
на попытка очертить проблемное поле культурологического исследования киномузыки украинских композиторов, 
определить некоторые аспекты её понимания (киномузыка как звуковая реальность культуры, коммуникативная 
функция музыкально-звукового образа и т.п.). Методология исследования заключается в применении методоло-
гических принципов компаративистики, системного и музыкально-исторического методов. Указанный методоло-
гический подход позволяет исследовать прикладную по своему происхождению сферу композиторской практики 
в ракурсе представительства современной культуры, а также выявить национально-культурную самобытность 
киномузыки украинских композиторов. Научная новизна данной статьи заключается в расширении представле-
ний о «второстепенной» отрасли творчества украинских композиторов, которая является значительной частью 
культуры современности и часто отражает основные тенденции её развития. «Музыка для кино» является посто-
янной величиной творчества украинских авторов, однако эта тема еще не стала предметом специального науч-
ного обсуждения. Выводы. Киномузыка украинских композиторов второй половины XX века и современности 
представляет специфическое явление, для которого характерна неоднородность функциональных и стилевых 
проявлений. Если в одних случаях, музыка, созданная для фильма, является лишь частным случаем проявления 
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творческого дарования композитора (как у Бориса Лятошинского, Мирослава Скорика, Валентина Сильвестрова, 
например), то в других – мы имеем дело с настоящими специалистами в этой сфере, у которых основной массив 
произведений связан именно с «производством» музыки для кино (Владимир Губа, Олег Кива).  
Ключевые слова: киномузыка, композитор, кинематограф, современная культура, музыкальная культура. 
 
In the rich and diverse world of Ukrainian musical culture of the XX century, the professional com-
posers’ art is of the utmost importance because it represents the national academic tradition. Our familiar 
and traditional concepts of national identity and the originality of the Ukrainian music are inseparably con-
nected with the names of such Ukrainian composers as Boris Liatoshynsky, Igor Shamo, Myroslav Skoryk, 
Vladimir Guba, Valentin Silvestrov. Certainly, we are familiar primarily with the traditional genres of musical 
art, constituting the basic and undoubtedly the most valuable part of the listed above composers’ creative 
heritage like symphonies, operas, chamber music and choral works. 
However, there is another, less serious form of musical creative work of almost each of these com-
posers, which reveals another side of their talent. It is film music, or “film score”, which is a kind of “applied 
art” in music, and which can be characterized as a “constant value” of the Ukrainian composing practice of 
the second half of the twentieth century and the present time. Ukrainian composers turn to this musical gen-
re rather frequently. However, this issue has not become a subject of scientific discussion yet (the articles 
covering issues of film music written by the Ukrainian authors are not numerous). One of the most interesting 
and considerable experience in this respect was an attempt of Ukrainian art critic Olga Litvinova to describe 
Ukrainian cinema music. Her catalogue "Music in the Ukrainian cinema" was issued in 2009 in Kiev. Litvi-
nova listed all the authors who wrote music for films, shot at the Ukrainian film studios covering the period 
from silent movies to the present day.  
Cinema is one of the most extensive layers of contemporary culture. This kind of art became an es-
sential part of modern life. Thus, the film music can be of unquestionable relevance for research as an inte-
gral part of cinematic art, which is one of the most popular kinds of modern art. 
The art of cinema is one of the youngest and most popular forms of artistic creativity in the twentieth 
century culture, which due to its synthetic nature is in the "access zone" of mass cultural consciousness. In-
fluencing on different receptors of our perception, cinema actualizes the eternal themes of human existence 
in the "convenient" form. Contemporary researchers more and more often consider the art of cinema in the 
light of impact and perception theory, discovering the specific functions of each of the constituent elements 
of effect, produced by cinema. Therefore, musicians’ interest in musical component of the film is natural. This 
interest includes cultural and musicological approaches to the analysis of a soundtrack, which carries certain 
conceptual and semantic functions.  
We know that such famous composers as L. Revutsky, V. Kosenko, Y. Meitus worked at the Ukraini-
an film studios. Boris Lyatoshinsky composed music for 14 motion pictures (such as "Karmelyuk", "Libera-
tion", "Taras Shevchenko", "Grigory Skovoroda" etc.). 
Composer Igor Shamo wrote music for nearly 30 feature, documentary and animated films. The 
composer collaborated with many film directors, such as Vladimir Braun, Sergei Parajanov, Anatoly 
Slesarenko, Victor Ivchenko, Les Shvachko Timofey Levchuk. The most famous films with music written by 
Shamo are "The Duma about Kovpak", "Flower on the rock" and "Andries" and "Shine, my star". The World 
War II theme takes a significant place in his creative work. He wrote the ballads "The immortal garrison" 
"There is a mound over the Volga," "The Ballad of Soldiers", "Front-line soldiers", "The Ballad of brother-
hood", "Heroes of the city", "Recall friends." The songs about war also sound in many films, for which the 
composer wrote music, e.g. "They were known only by sight," "Far from the Motherland", "Night before the 
dawn", "From the Bug to the Vistula River," "The Ballad about Kovpak", "The Carpathians","The command-
er", "Rockets should not take off" and many others. 
Myroslav Skorik is the author of the music for more than 40 films, among them "Shadows of Forgot-
ten Ancestors" (director Sergei Parajanov, 1964), "Life-giving Water" (directed by Grigory Cohan), "Personal 
life" (directed by Vladimir Dovgan), "The High Pass "(dir. Vladimir Denisenko) and others. The most famous 
film music written by Skoryk is the well-known “Melody in a-moll” from the movie "The High Pass". The film 
director, not sharing the interpretation of the film script, imposed by the Soviet censorship, asked Skoryk to 
write the music for the film that could "tell" the audience something that was impossible to show. Initially, this 
music was written for flute and piano, but later the composer made a transcription for violin and piano and a 
version for violin and orchestra. “Melody in a-moll” is often used for commercial purposes without the au-
thor's permission. For example, it was used in a Russian-Ukrainian co-production, television series "A Milk-
maid from Hatsapetovka" (2007). 
Valentin Silvestrov wrote music for films too. This composer represents not only modern Ukrainian 
music, but is also significant for European musical culture. Silvestrov’s works are studied well enough. How-
ever, in Ukraine his film music has not been the subject of a special study yet. The composer wrote music for 
more than ten films, including "A Pushy Man", "Rooks", "The Garden of Gethsemane" (directed by Rostislav 
Sinko) and "Time to Leave (dir. François Ozon). 
V. Silvestrov worked with a famous European art-house film director Kira Muratova. In Muratova’s 
films Silvestrov refers to the artistic principles of postmodern culture. Silvestrov wrote music for such films as 
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"The Tuner" (2004) and "Chekhov's Motifs" (2002). His music as a constituting expressive-semantic element 
of the so-called intellectual cinema is of a great cultural interest. Here the function of the film score is to cre-
ate the completeness of audio-visual integrity, which is always complicated in Muratova’s films. 
Composer Oleg Kiva (1947-2007) is also famous for his numerous experiments in the area of "ap-
plied" genre of film music. Having graduated from the Kiev Conservatory in 1971 (class of Miroslav Skorik), 
he wrote not only ballets, chamber cantatas, concertos for piano and orchestra, symphonies, chamber and 
choral works, but also music for feature films and television series. The most famous films with the music 
written by Oleg Kiva are "Hearts of three" (based on the novel by Jack London, 1992), the Ukrainian-Swiss 
film "Dead End" (1998), as well as the popular television series "The Countess de Monsoreau" (1997), "Kill 
the snake", "The Doll", "Ashes of the phoenix". In total, Kiva wrote music for 36 films. Since the 1990s, writ-
ing music for “soap operas”, so popular in modern mass culture, became the dominant tendency in his crea-
tive activity. Kiva mostly wrote music for films made by Russian directors, for example, Vladimir Popkov. Co-
operation with this film director was a peculiar creative collaboration, as in most films directed by Popkov 
Kiva’s music is used. 
Another interesting personality who certainly deserves attention in the world of Ukrainian film music 
is Vladimir Guba. He is a composer who, in fact, specialized in writing film music. It constituted the major part 
of his creative work. Having graduated from the Kiev Conservatory in 1977, (he studied in the classes of 
Liatoshynsky and Shtogarenko), he worked as a music editor at the studio "Ukrkinohronika". Guba is the au-
thor of music for more than forty films (both fiction and documentary as well as animated films). The most 
famous of them are "Olesya", "Zakhar Berkut", "Kashtanka" (1970s), "Tomorrow Begins Today" (1983), 
"More Than Love" (2010), the animated films "Bright personality" and "Disposable eternity" (2000s). At the 
present time, the composer is an honorary member of The Ukrainian Association of Cinematographers, as 
well as the Creative Union "Cinematography of the Slavic peoples." 
Music written by a famous young Ukrainian composer Alexander Shchetinsky (b. 1960) also can be 
referred to the cinematographic art. In the late 1980s, he was one of the organizers of contemporary cham-
ber music festivals in Ukraine and Russia. Shchetinsky is the author of the music for two films made by a 
young Ukrainian director Igor Podolchak, who nowadays represents a line of experimental cinema in 
Ukraine. The film "Las Meninas" (2008) was the first Ukrainian project, which took part in the Rotterdam Film 
Festival in 2008. Later, this film was presented at over 27 international film festivals. Rejecting the linear plot 
development, the director seems to draw the audience into a strange atmosphere of the film. Here he sug-
gests to the viewer the role of "an invisible observer", devoid of any deliberate aim to perceive what is hap-
pening. Thus, the audience at some point stops feeling the line between self-reflection and the reflection of 
the film characters. Exactly in this point of "blurring of lines", the association between the film and the paint-
ing by Diego Velazquez with the same title becomes apparent. Since the main character of the film (Mother) 
is a former cellist and her Son learned to play the piano when he was a child, much of the music was written 
specifically for these instruments. Without completely discarding the traditional use of background music in 
the film, the director and the composer focused attention on its independent role. Music in this case is like a 
counterpoint to the video. In many scenes, the music comes to the forefront. It is connected to the noises, 
both natural and artificially created, mounted on musical principles. Therefore, the entire music score of the 
film can be regarded as an integral sound installation. For the 15-minute film scene which does not contain a 
single word, representing Son’s memories and delirium, Shchetinsky created Sonata for Cello and Piano. It 
is an independent composition, which can be performed separately from the film. Stylistic music palette is 
rather multifarious, as well as multi-dimensional semantic structure of the film. The music contains baroque, 
classical and late-Romantic allusions, multiple serialism and sonoristics. However, the composer claims that 
he avoids the collage combination of different styles but makes an effort to integrate and synthesize them.  
In the film "Delirium" (2012), the director and the composer had originally planned to use Dies Irae 
(Day of Wrath) as a part of the Catholic Mass. Therefore, he wrote six complete instrumental parts, named 
after the sections of the Latin text of the Mass respectively: Dies Irae, Quantus tremor, Mors stupebit, In-
gemisco, Tubamirum and Lacrimosa. At the same time, Shchetinsky confined himself to symphony orches-
tra, without using either text or vocals. Due to avant-garde stylistic means the music did not illustrate directly 
what was happening on the screen. In addition, the use of the names of the Mass parts appeals to the prin-
ciples of surrealism and thus makes the aesthetics of the film completely developed. However, in the process 
of work the authors decided to use only two musical pieces – Mors stupebit at the beginning of the film 
(opening credits) and Dies irae at the end. During the film, we do not hear music. The only exception is a 
prayer, the recitation of the priest, where the text of Dies irae is used (the composer himself was involved in 
dubbing of this episode). Due to this, the initial and the final musical fragments have acquired an additional 
dramatic importance. The music at the beginning performs the function of tuning on the appropriate aesthetic 
"wave", and the final sounds like a semantic generalization. At the same time, the prayer of the Priest speci-
fies this range of the problems. 
Thus, we can come to the conclusion that film music takes a very important place in the works of 
Ukrainian composers of the second half of the XX century and the present time. In some cases, film music is 
only a particular manifestation of composer’s creative talent, for example, Boris Lyatoshinsky, Miroslav Skor-
ik and Valentin Silvestrov. In the others, we are dealing with real professionals in this field. Most of their 
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works are connected with the "production" of music for the cinema, and the examples are Vladimir Guba and 
Oleg Kiva. The term "production" is used here deliberately because an abundance of music for the TV se-
ries, for example, Oleg Kiva’s works, shows the relevance of Ukrainian composers' practice to the cultural 
context of our time. In this sense, we should mention the interaction of the creative personality of the com-
poser, brought up on classical music tradition, with popular genre of cinema. One more interesting aspect of 
the study of film music written by Ukrainian composers is the influence of national traditions of directors, with 
whom they collaborated. The films mentioned above can be a proving example that Ukrainian composers 
wrote music for film directors, representatives of different national traditions, such as Russian, Georgian 
(Sergei Paradjanov), French (François Ozon) and Ukrainian. 
The problem of Ukrainian film music in stylistic aspect of modern cinema can be a completely sepa-
rate subject of research. The music written by Valentin Silvestrov and Alexander Shchetynsky to the films 
directed by Kira Muratova and Igor Podolchik is a good example of it. Problems of studying film music can be 
extended in other directions, as this area of composing in Ukraine is represented quite well. We have only 
tried to give some outlines of this phenomenon, which can be of great interest for the contemporary Ukraini-
an culture study. 
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РЕКЛАМНІ ВІДЕОРОЛИКИ ЯК ВИД АУДІОВІЗУАЛЬНОЇ ПРОДУКЦІЇ 
 
Мета роботи. Дослідження присвячене телевізійній рекламі як особливому виду аудіовізуальної продукції. 
В центрі уваги автора статті – аудіовізуальні рекламні відеоролики, їх класифікація та специфіка мистецтва створен-
ня. Методологія дослідження полягає в застосуванні методів спостереження, аналізу та теоретичного узагальнення 
даних практичної діяльності в галузі аудіовізуального мистецтва. Зокрема, телебачення – одного з засобів 
візуалізації рекламних відеороликів та найбільш ефективних методів звернення до споживача. Завдяки поєднанню 
звуку та зображення, спрямованій дії на глядача телебачення надає більші можливості ефективно впливати на спо-
живача за короткий проміжок часу протягом перегляду різноманітних телепередач. Наукова новизна. Досліджено 
українські рекламні аудіовізуальні твори як культурний продукт сучасної України. Проаналізовано мистецтво ство-
рення аудіовізуального рекламного ролика та переглянуті різновиди аудіовізуальних рекламних творів. Висновки. 
Сучасна економіка та суспільство не можуть існувати без реклами. Відеорекламу до недавніх часів не вважали 
предметом наукового дослідження, оскільки не вбачали в ній ознак культурної продукції. Відеоролики – це новий вид 
аудіовізуальної мистецької продукції – аудіовізуальний міні-твір, короткометражний фільм, у якому стисло та зро-
зуміло передається суть рекламного повідомлення. Автор доводить, що розробка реклами перетворюється на 
творчість, а рекламні відеоролики – на маленькі шедеври аудіовізуального мистецтва.  
Ключові слова: реклама, рекламні відеоролики, відео кліпи, аудіовізуальний продукт. 
 
Заря Светлана Валериевна, старший преподаватель кафедры эстрадного исполнительства Наци-
ональной академии руководящих кадров культуры и искусств.  
Рекламные видеоролики как вид аудиовизуальной продукции. 
Цель работы. Исследование посвящено телевизионной рекламе как особому виду аудиовизуальной 
продукции. В центре внимания автора статьи – аудиовизуальные рекламные видеоролики, их классификация и 
специфика искусства создания. Методология исследования заключается в применении методов наблюдения, 
анализа и теоретического обобщения данных практической деятельности в области аудиовизуального искусства. 
В частности, телевидения – одного из средств визуализации рекламных видеороликов и наиболее эффективного 
метода обращения к потребителю. Благодаря сочетанию звука и изображения, направленного действия на зри-
теля телевидение предоставляет большие возможности эффективно воздействовать на потребителя за короткий 
промежуток времени в течение просмотра разнообразных телепередач. Научная новизна. Исследованы укра-
инские рекламные аудиовизуальные произведения как культурный продукт современной Украины. Проанализи-
рованы искусство создания аудиовизуального рекламного ролика и пересмотрены разновидности аудиовизуаль-
ных рекламных произведений. Выводы. Современная экономика и общество не могут существовать без 
рекламы. Видеорекламу до недавних времен не считали предметом научного исследования, поскольку не виде-
ли в ней признаков культурной продукции. Видеоролики – это новый вид аудиовизуальной художественной про-
дукции – аудиовизуальное мини-произведение, короткометражный фильм, в котором кратко и понятно передает-
ся суть рекламного сообщения. Автор доказывает, что разработка рекламы превращается в творчество, а 
рекламные видеоролики – на маленькие шедевры аудиовизуального искусства. 
Ключевые слова: реклама, рекламные видеоролики, видеоклипы, аудиовизуальная продукция. 
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